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Introduction
Clay is one of the most sympathetic and permanent sculpture
materials. By sympathetic it is meant that within the inherent
limitations of the material the sculptor has great freedom to im
press his will and ideas upon the clay, and in turn to learn from
it. The infinite variety of shape and form that clay can be made
to assume may be seen by contrasting the delicate quality of 19th
century French ceramics to the rough textured, seemingly haphazard
constructions of today's "pop
art."
Clay is probably the most lasting of all sculpture materials.
Ancient civilizations are dated not by the wood or metal utensils
they may have used, which usually have completely deteriorated,
but by the style and level of development of their ceramics. Metal
rusts and wood decays; ceramics are more nearly permanent. Ceramics
survive the ravages of man, as well as time. A clay sculpture can
be used for very little else than a clay sculpture. Wooden artifacts
can always be burned, bronze sculptures have oftentimes been hurled
at the enemy in the form of cannon balls, and stone sculptures can
always be cut up and reshaped into bird-baths or fireplaces. The
firing of clay is an irreversible process. Once a piece of ceramic
sculpture has been committed to the fires of the kiln, it exists in
one of two possible ways: whole, as the artist intended, or broken
into many meaningless fragments.
The introduction of a light to a piece of art, a painting, a
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sculpture, or a piece of ceramics, has often been thought of as an
essential means to the end of viewing the object. But the introduc
tion of this light may be also used as an end in itself. The combin
ation of any art object with light, where light is an integral part
of the piece of work (as with a stained glass window, for example) ,
becomes a greater challenge to the artist. When the light can be
controlled, as with artificial light, it may be said that the light
is as much one of the artist's materials, as is the glass, or the clay
of the basic object.
Artificial illumination seems to have intrigued man from his
early history down to the present time. One can imagine the awe and
fear with which primitive man regarded the flaming stump of a lightn
ing struck tree. Today though artificial light has become commonplace
and even necessary, we are nonetheless captivated by Fourth df July
fireworks, or a tastefully lighted fountain.
This thesis attempts to bring together some elements of ceramic
sculpture with certain elements of artificial illumination. This
proposition wojld seem a worthy though not often attempted one. Prob
ably the most notable success in this area is seen in Japanese garden
lighting. The stone lanterns of Japanese gardens have been admired
by Westerners for centuries . By day the lanterns are picturesque
abstract sculptures, dotting the landscape. By night they appear as
beacons, serving as artistic
decoration-
-illusive and flickering.
In the United States today gardens would seem to be one of the




the city-dweller. People seem to sense this, whether consciously
or sub-consciously. According to some recent statistics:
"39 million households now have gardens,
38 million people are actively engaged in gardening,
100,000 acres of new gardens and lawns are developed each
ii1
year."
As David Engel in his book Japanese Gardens for Today puts it:
We are children of nature. But since the dawn of life
we have come a good distance. Our human civilization
down through the years has evolved into ever more intri
cate and complex urban patterns, in which steel and con
crete have come to play the predominant role. Though it
seems obvious that at least one foot is irretrievably stuck
in the hard city pavement, the other remains just as solid
ly planted in the moist, soft earth. We will never give
up loving nature, wanting some quiet, beneficent refuge to
go back to when the "world is too much with us." And so
we have made gardens .
These gardens should be, and in many cases are, enjoyed at
night, as well as during the day. With this in mind, it seems
logical that garden furnighings should be considered in terms of
artificial, as well as natural illumination. This however is too
often not the case. Anyone acquainted with contemporary gardens is
undoubtedly aware of giant plastic flowers, mushrooms, lily pads,
and so forth, serving as camouflage for light bulbs. This is not
to say that all contemporary garden fixtures are in poor taste;
however, the field of garden lighting would seem to be an area of
opportunity for the artist craftsman. It would seem that there
is a justification and even a need for the type of functional art
seen in the stone lanterns of Japan. Therefore the main body of
vx
work for this thesis is centered around the problem of creating
internally lighted garden sculptures.
Vll
Footnotes
'Survey by Union Fork and Hoe Company, in "Residential Lithting
Letter,"
No. 86, published March, 1965, by Westinghouse Lamp Division,
Westinghouse Electric Corporation, Bloomfield, New Jersey.
2David Engel, Japanese Gardens for Today , Charles E. Tuttle
Company, Rutland, Vermont & Tokyo, Japan, 1959, p. 7.
Clay Tests
Stoneware clay was chosen for the execution of the sculptures,
because of the ability of stoneware to withstand the effects of
weather. Vitrious stoneware absorbs little or no water, and it
is therefore not subject to deterioration caused by the expansion
of ice. The clay was to have a maturing range between 2200 and
2300 F. (Cone 8 to 10) This was determined according to the
availability of clay ingredients and customary practices in the
School for American Craftsmen.
The size of the proposed lamps made it necessary to use the
largest kiln available. This happened to be a gas fired kiln, which
does not fire with a completely neutral or oxidizing atmosphere.
Therefore it was decided to fire all ware in a reduction atmosphere.
One of the main considerations in compounding the clay was the
fired color, since unglazed clay would play a predominant role in
the finished sculptures. An orange, burnt toast color was the objec
tive. It is relatively easy to obtain very light, as well as very
dark, colors in stoneware clays. Light colors result from a lack
of coloring oxides. Oxides of cobalt, iron, or manganese added to
the clay produce dart colors, usually tending toward brown or gray.
One disadvantage of using a dark clay is that it can only be made
lighter through the use of very opaque, light colored glazes or slips:
this method not always being satisfactory. One may liken this
procedure to that of trying to whitewash a black wall. However, the
surface of a light clay can very easily be made darker through the
use of darker slips or glazes.
The constituents of the clay to be used were selected according
to availability and past experience; their proportions decided accord
ing to "a rule of
thumb."
In compounding a stoneware clay it is
common practise to start with equal parts of a ball clay, a stoneware
clay, and a fire clay. Tenessee #5 was chosen as the ball clay,
Monmouth as the stoneware clay, and A P Green as the fire clay. The
first mixture is Number 1 in the Data Table, following this chapter.
Small test bars of this mixture were made and fired to Cone 9
in both oxidation and reduction. The clay was found to be quite
satisfactory in terms of the results of the tests in all respects,
except color. A larger batch of clay was mixed up with the addition
of 20% medium grog and tested for workability. The clay seemed to
work very well both for throwing and for hand building.
The next problem was to alter the clay with additions of color
ing oxides in order to achieve the desired color. It was found that
through the addition of 1% red iron oxide (Fe20) a color approaching
that desired could be achieved. (Tests #2-5, Data Table) However,
red iron oxide stains everything with which it comes into contact.
Therefore an iron-bearing earthenware clay was substituted for the
iron oxide, with the hope that approximately the same color could
be achieved. (Tests #6-9) This addition was found to produce mainly
variations of brown. A combination of the earthenware clay and red
iron oxide was tried in an attempt to achieve the desired color,
while alleviating the staining problem. This proved to be unsatis
factory in both respects. (Tests #10 & #11)
The next colorant to be tried was black iron oxide (FeO), (Test
#12) , which has the advantage of being non-staining. The larger
particle size of the black iron oxide, as compared to that of the
red iron oxide, produces a slightly spotty texture, which was not
considered to be a disadvantage. Daniel Rhodes, in Clay and Glazes
-
for the Potter, states that black iron oxide may result in a some
what greyed color as compared to the red oxide. This did not ap
pear to be the case in these experiments . Thus this was the clay
that was decided upon for use in the majority of the work.
Some testing was also carried on to check the effects of the
addition of organic materials to the clay body; that is, the addi
tion of combustible materials to the clay which would burn out upon
firing, leaving the clay porous and thus lighter in weight. The
first organic material tried was sawdust. (Tests #13-14) Being
readily available in many different particle sizes, this would seem
to be a reasonable first choice. However, sawdust has disadvantages:
it expands when wet; and the addition of appreciable amounts of saw
dust to clay tends to make the clay crumbly and unelastic. Also wet
sawdust has an unmistakable odor, which some people find objectionable,
It was soon realized that the addition of organic matter pre
sented somewhat of a paradox: the clay is more porous, and so it is
weaker. Thus a thicker wall section must be used to attain strength.
4 -
It is easily seen that one could quickly end up with a larger mass
of lighter clay, which would weigh as much as a comparable piece
made of clay not containing organic material.
The next material used was vermiculite. (Tests #15-16) Accord
ing to Webster's New Collegiate Dictionary
"vermiculite" is any of




In other words, it is mica that has been
expanded by heating and other treatments. Vermiculite, though not
truly an organic substance, acts like one when used in clay. The
vermiculite must be calcined to a red heat before it is introduced
into the clay. If this is not done, the material may expand during
3
firing, causing the clay to crack. Also the possibility that such
a porous clay, resulting from the addition of vermiculite, would
deteriorate rapidly when used outdoors was tested by alternately
freezing and thawing water-soaked clay test bars. There appeared to
be no deterioration of the clay after many such tests.
The substance does lighten the clay and it does leave the clay
porous when some part of the vermiculite is oxidized in the kiln.
This material, although not appreciably lightening the clay, does
add interesting texture and slight local discoloration. The amount
of grog in the clay was reduced to compensate for the added bulk pro
vided by the vermiculite. No difference in workability was noted
between clays containing vermiculite and those not containing it .
It was felt that clays containing vermiculite could be allowed to
dry more rapidly with less danger of cracking than those without.
Although the vermiculite was not ultimately used to lighten the
clay, it was felt that its inclusion was justified, in terms of
tactile and visual texture.
Clay Data Table
Clay


























#2. A P Green 100
Monmouth 100
Tennessee #5 100




It . tan tan-orange
8%
#3. A P Green 100
Monmouth 100
Tennessee #5 100
Red Iron Oxide 1%
color:
12% 12% 6.2%
It. tan It. orange-tan
3%













Red Iron Oxide 5%
color:
11% 12% 9.5%










Fired at Cone 9 Oxidation Reduction Oxidation
A P Green 100
Monmouth 100




A P Green 100




color: It . tan med. brown





color: It . grey tan med. grey tan
A P Green 100




color: tan grey brown-black w/spots
A P Green 100
Monmouth 100
Tennessee #5 100 12% 11% 4.2%
Grog 2.5%
Red Iron Oxide 1%
Red Art 20%
color: It. tan tan
A P Green 100
Tennessee #5 100
Monmouth 100 12% 11% 5.2%
Red Art 5%
Grog 20%
Red Iron Oxide 0.5%













Fired at Cone 9 Oxidation Reduction Oxidation
A P Green 100
Monmouth 100 12% 12% 4.5%
Tennessee #5 100
Grog 20%
Black Iron Oxide 1%
color: med. tan tan-orange
A P Green 100 10%
Monmouth 20%
Tennessee #5 100
Black Iron Oxide 1%
Sawdust 10%
color: med. tan
A P Green 100 9%
Monmouth 100
Tennessee #5 100
Black Iron Oxide 1%
Sawdust 20%
color: med . tan
A P Green 100 13% 13%
Monmouth 100 12.3%
Tennessee #5 100
Black Iron Oxide 1%
Vermiculite \ by volume
color: It. :tan w/brown orange -tan
speckles w/brown speckles
A P Green 100 12% 13% 19.7%
Monmouth 100
Tennessee #5 100
Black Iron Oxide 1%
Vermiculite 1/3 by volume
color: It . tan wi th orange-tan








Daniel Rhodes, Clay and Glazes for the Potter, Chilton
Publishing Company, Philadelphia: 1957; pages 34-35.
Webster's New Collegiate Dictionary, G. & C. Merrian Co.,
Springfield, Massachusetts: 1956; page 946.
John B. Kenny, Ceramic Sculpture, Greenbufg Publisher, New
York: 1953; page 184.
Slips and Glazes
The method of decoration of the sculptures is a fairly common
one, but the reasons for using this method may not be. All the
color that was to appear in the glazes or on the surface of the
clay was applied in the form of slips before the clay dried. This
was done for two reasons. First it was felt that becuase of the
time lapse between the making of a ceramic object and its eventual
glazing, the artist often forgets his original intention. And thus
when he is faced with a pot that he has thrown, possibly weeks earli
er, he may have forgotten his idea at the time when the object was
made . Therefore , it would seem advantageous in many cases to be
able to construct a piece of pottery and glaze it all in one motion,
so to speak. Secondly with the coloring already done, one needs
to apply only one glaze over the pot. This eliminates the necessity
of making and storing a different glaze batch for each color. It
is true that individual slips must be made for each color, but only
small quantities (200 grams each) were required, and therefore there
was no storage problem.
The slips were composed of Jordan clay and coloring oxides.
Jordan is a stoneware clay, which has approximately the same total
shrinkage as the clay body used for the project. Since the slip
and clay body shrink to gether during drying and firing, there is
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little possibility of the slip cracking or buckling. With the
addition of fluxing colorants (iron oxide, copper oxide, etc.)
to lower the fusing temperature, the slip can be used either with
or without a covering glaze .
When the brown and the black slips were fired to Cone 9,
they exhibited a tendency to glaze by themselves. The slips were
found to be opaque enough to cover the light colored clay being
used without the use of any opacifier. There are a few limitations
in using this decorating technique which should be considered. One
is somewhat limited to using transparent or semi-transparent glazes
over the slips. Opaque or matt glazes may be used, but with the
result that very little detail of the slip application will show
through the glaze; only the color. True slips work best when they
are applied to damp ware. Very thin washes of slip may hawever be
used on dried or bisqued ware, without too much possibility of
their flaking off. Finally, some of the coloring oxides flux the
glaze being used over them, and will produce a more shiny glaze
surface, and even possibly, cause the glaze to run.
The glaze that was chosen for use on this project was a semi-
matt, semi-transparent glaze that had proved to be quite reliable.
It works well in both oxidation and reduction, and can be used to
temperatures between Cone 7 to Cone 10. The glaze is relatively
viscous, and therefore not subject
to running, due to the fluxing
action of the coloring oxides. It does exhibit a tendency to
12 -
craze when applied thickly. Since all the glazing in the project
was done by brushing, the thickness of the glaze coat was easily





Joi dan Clay Shrinkage 14.6%
Absorption 0.6%
Composition Oxidation Reduction
A. Jordan Clay 100 rust brown brown & It . green















dark brown dark brown
E. Jordan Clay 100 black black with blue
Cobalt Oxide 2 overtones
Manganese Dioxide 10











The affinity between the ceramic garden sculptures that were
done for this thesis and Japanese stone lanterns can be better under
stood after a short discussion of these oriental artifacts. It is
to be understood that the lamps for the project are in no way copies
of Japanese stone lanterns--it is only felt that they hold many ideas
and purposes in common with Japanese stone lanterns.
The Japanese stone lantern symbolizes "light dispelling dark
ness."
The classical stone lantern is made up of five parts: base,
pedestal, capital, lightholder and headpiece. The sections of the
lantern are made to conform to the fundamental shapes in all Japanese
art: the triangle, the circle, and the rectangle. The triangle
represents heaven or fire; the circle, water; and the rectangle, the
earth. In a religious context the triangle symbolizes the hands
of man in prayer; the circle represents man or a mirror. To these
three basic forms are added the half circle, an abstraction denoting
the wind, and a persimmon-shaped bulbous globe for the
sky.
The shape of the stone lanterns has evolved through a number
of stages. Many lanterns today do not have the traditional capital,
or base, or even the pedestal. Larger apertures of the light -housing
section are fitted with wood panels and translucent paper or frosted
glass. The preferred means of illuminating the lanterns is by tea
oil lamps or candles; however, many modern lanterns are to be seen
15
lighted by electric bulbs.
Immediately next to the stone lantern is planted a tree or
shrub, whose leaves partially conceal the lantern, heightening its
effect and giving its light a shimmering appearance. The stone
2
lantern developed out of the so-called temple dedication lantern.
When religious ceremonies came to be held also at night, stone
lanterns were erected in the garden for illumination. From their
use in temple gardens, the stone lanterns spread to everyday gardens,




Jiro Harada, The Gardens of Japan, Edited by Geoffry Holme,
The Studio Ltd., 44 Leichester Square, London, W.C.2: 1928; p. 33,
2Engel, Japanese Gardens for Today ; pp. 17 & 42.
Design
In designing the lamps there were many limitations and aspects
to be considered, not the least of which was kiln size. The largest
available kiln, as was mentioned before, was a gas fired updraft
Alpine kiln, which is 23 inches deep, by 23 inches wide, by approxi
mately 36 inches high. This limitation was circumvented somewhat
by making the sculptures in sections which were assembled after the
final firing. This aspect, quite logically, lead to the investiga
tion of stackable interlocking forms; that is to say, forms which
could be piled one on another, much as children's building blocks
or paper cups can be stacked.
Carrying this concept one step further, most stackable forms
are not limited as to the order in which they must be stacked. One
may make a veriety of arrangements of the elements
of these stack-
able forms. It is only necessary that the elements fit together in
such a manner that they balance. The lamps were designed with the
idea in mind that they could be stacked in more than one way: the
idea being that if one tired of a particular way in which any one
of the lanterns were set up, one could change the order to better
suit the viewer. This method of construction also facilitated their
transportation from one point to another.
The size of the sculptures had to be considered from yet another
aspect: their use. Since these lanterns were to be used out of
doors, they had to be scaled to nature in some way. The lighted
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sculptures were to be used in gardens of medium size those contain
ing at least a few trees to help add a sense of scale to the lanterns.
An individual flower is lost among a group of flowers, just as any
one tree is insignificant when in a forest. The lamps were scaled
so as to be somewhere between the scale of a large flower and that
of a medium sized tree.
The lamps were also not to be so large that they would overpower
the viewer. Too many times we are overly impressed by the sheer
size of a sculpture rather than by any other aspect of it. This is
all to say, the lanterns were designed to blend into the scale of
a garden, but not so well as to become lost. And on the other hand,
they were not intended to predominate so much as to become obtrusive.
The fact that the sculptures were to be internally lighted
posed many problems. At night the lanterns were to serve as beacons,
or points of reference in the garden. Their being searchlights or
lighted spectacles was to be avoided. It was hoped that the light
emitted by the sculptures would serve to illuminate only the clay
of the sculptures and possibly the ground underneath them. The light
was to make a pleasing pattern in relation to the total form of the
lantern. At no time were any of the sculptures thought of as
simply decoration for a light bulb. However, even with a good
knowledge of the behavior of light and the reflection of light on clay,
one is never certain how a particular lamp will look at night, until
it is finished and installed in its proper setting, with the lamp
actually lighted.
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Several considerations of electrical wiring and engineering
had to be kept in mind. First all electrical wiring, connections,
sockets and bulbs had to be weather-proof. They must be sufficiently
enclosed so that they do not become wet, or they themselves must be
waterproof (or both.) Special waterproof light bulbs are manufact
ured; however, standard 25 watt bulbs may be used with a minimum of
protection. This bulb size was used whenever possible. The drain
age of the sculptures is important for two reasons: first to pro
vide that none of the electrical elements become submerged in water,
thereby causing some rather spectacular malfunctions; and secondly,
so that water would not collect, to expand upon freezing and so
crack the sculptures .
Since the use of light bulbs inherently calls for their periodic
replacement, the lamps had to be designed so that this replacement
could be accomplished with a minimum of difficulty. Openings in the
lamps had to be made large enough to admit a hand and a light bulb,
or other suitable arrangements had to be made. The lamps were all
designed so that the light bulbs would be obscured from the normal
angle of view, either by the lamps themselves, or by the use of some
translucent material.
It was decided that the easiest and most practical means of
construction would be the slab hand-building technique, due to the
relatively large scale and the
angular design of the lamps. A
thickness of 3/4 inch was decided upon for the walls of the lamps.
- 20 -
These slabs were formed by rolling out the clay on a burlap covered
board and cutting the clay, by means of a tightly stretched wire,
to the desired thickness. The slabs were then cut into the desired
size, shaped, and stuck together with a thick slip made of the same
clay. A critical factor during construction was found to be the
relative stiffness of the clay. The slabs had to be stiff (i.e. dry)
enough to support their own weight, while still being soft enough
(i.e. wet) enough to be shaped, without excessive cracking (caused
by stretching the clay;) It was at this time that some of the ad
vantages of the clay selected were discovered.
The clay slabs, some of which were as large as 14 inches, by
19 inches, by 3/4 inch, could be handled with relative ease. The
clay was elastic enough so that it did not tear or crack when being
shaped, and yet it was dense and strong enough to hold the shapes
into which it was formed without sagging. It was later found that
there was no problem encountered in drying large pieces made of the
chosen clay. This was probably due to the relatively high percentage
of grog used. The clay also fired without undue cracking, shrinkage,
or warpage. This was due in part to the grog and also probably to
the fact that the clay was fired a fair amount short of its vitrifi
cation point. There was also no problem with the glaze fit.
Another major consideration was the physical balance of the
lamps. Since it was decided that the sections should remain as
separate pieces, rather that to be assembled with gule, the precise
positioning of one piece above another was imperative, if the lamps
21
were to remain stationary. The utmost care was taken in building
the sections of each lantern to insure that they would be as level
as possible. The pieces for one lantern were built using a plywood
jig, with a floor and two sides, to insure that all boxes would be
uniform, as well as level and square. The other lamps were con
structed with as much precision of measurement as possible.
All the precautions taken did not mean that there had to be no
compensation for mis -alignment . The fact that the sculptures were
made by human hands precludes their being perfect. Mis -alignments
were compensated for by scraping, or in the case of the bisqued ware,
by grinding off the offending, non-balanced parts, until somewhat of
the desired equilibrium had been attained. In order to insure the
permanent stability of the lamps in the garden, it was planned to
stand each on a concrete foundation. The foundation was to be poured
level with the ground, so as to not produce a new element of design.
The foundation would also contain the terminus for the underground
wiring for each lamp.
Inspirational Sources
In the following section are pictured some objects which
played important roles in the design of one or more of the lamps.
None of the lamps were translated directly from any one of the
ideas depicted. A long standing interest in some of these ideas
no doubt helped to produce the lamps, while in other cases, the
involvement with the sculptures produced a more intensive investi
gation into the ideas. As someone perhaps once said, it is not
always possible to explain in words the ideas or inspirations that
























This lamp is obviously the least organic of the three. With
little surface treatment and little emphasis on any hand-made qual-
ity, it is rather austere. On first appearance this sculpture is
seen as being rather uncomplicated and straightforward. On subse
quent views
,
one finds several paradoxes .
There are two basic elements: the stacked boxes and the flowers,
The large boxes set a rhythm that one expects to lead to some sort
of a climax, somewhat in the same manner as one expects a capital
to, top a column. Instead we find an anti-climax in the form of a
smaller box topping this column.
The other paradox is provided by the flower form itself. The
flower is an obvious reference to the surroundings in which the
lamp is to be placed. However, this is a completely out-sized and
stylized flower, whose free-form bloom and randomly shaped stem
provide a contrast to, or a foil for, the austerity of the boxes.
The boxes can theoretically be stacked in any order, with the
exception of the top and bottom sections. This aspect is not as
important as the fact that the boxes can be rotated in a horizontal
plane. This means that the boxes can either be stacked so that the
open sides are directly above one another, or they can be rotated
so as to make the open and filled sides alternate.
Missing Page
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Light is provided by a small light bulb in each section of the
sculpture. Light coming from the open sections is duffused by the
colored glass in the top section and fiberglass
"paper" in the lower
sections. In the sides of the sections containing slits, the light
comes through undiffused. At night the sculpture appears somewhat
as a free-standing illuminated silhouette of a flower bounded by a




This lamp is made up of a series of stackable forms which are
again derived from the cube. The sides have been indented and a
semi-circular slice has been taken from the top and the bottom of
each side. The lamp is slightly pyramidal in shape, with a large
bottom section and a smaller top section, for. purposes of visual
and functional stability.
The column formed by the sections is slightly reminiscent of
stacked vertebrae. One section seems to be suspended above the
next due to the fact that the corners of each section almost, but
not quite, touch the corners of the next section. This lamp can be
stacked as a complete unit, or individual sections can be placed
around the garden. Each of these lanterns can be then fitted with
its own roof and light bulb.
When the fully assembled lamp is viewed at night, one sees a
complex series of crescents progressing up the column. The light
finally emerges through the holes pierced in the convex roof of the
structure. This design has the advantage of requiring only one





The third lamp is a growing, changing form. In the top view
of each section, one sees a triangle that is in the state of becom
ing a sphere. This lamp is stacked in such a way that from certain
viewing angles, it seems almost to be out of balance; while from
other angles, it seems to balance perfectly well, which tends to
add to the feeling of becoming. This is caused by the way in which
triangles stack one on another .
The surface texture of the lantern is rough and is somewhat
reminiscent of the rich texture and coloring of old weathered tree
bark. The total form of the lamp is that of a growing thing, pos
sibly a flower, or possibly a mushroom.
The light emitted from the base sections of the lamp comes
through randomly spaced openings which have been gouged from the
inside of the wet clay. At night one sees the interior of the top
section through these randomly shaped, roughly torn holes, a little
like odd shaped clouds. This lamp shows a close affinity with






The three lighted garden sculptures that were constructed for
this thesis have many things in common. They were all made in
sections; they were all constructed of slabs; the same glazing
techniques were used on all three; and they are all constructed to
the same scale. However, there are several qualities that differ
entiate each lamp. It would be difficult to say which lamp is the
most successful, for each secceeds in its own way.
The lamps do, though, show some sort of a progression. The
most striking progression is seen in the way in which the clay was
handled. The first lamp shows very little regard for the basic
plastic qualities of clay. It seems to be made of clay, primarily
because it is a material that is well suited for a garden sculpture.
One can easily tell that the sculpture is made of fired clay, but
it could conceiveably have been made of wood or metal.
The second lantern gives the viewer more of an insight into
the way the material behaves, although it is made up of only simple
curves. It is finally in the third sculpture that we see the mater
ial being used in a way which approaches its true plastic
capabilities-
through its use of compound curves, torn shapes, rough textures, and
random coloring.
It is felt that some measure of success was achieved in the
clay tests, as well as
in the design. The desired orange color was
achieved upon several occasions. As has been mentioned previously,
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the clay used for this project was more than adequate in its physical
properties, from its original use in constructing the pieces, through
the drying, firing, and glazing.
The design and the execution of this project seem to have a few
qualified failures. First, because of the difficulty in making a
hand built clay object to precise measurements, and controlling these
measurements through the subsequent drying and firing of the piece,
the pieces of each lamp are not completely interchangeable, as was
hoped for. The lamps go together better in some ways than in others.
However, it can be argued that due to the weight and the mass of the
lamps, the owner of said lamps would probably not have the inclination
to change the order or arrangement of the sculptures, once they had
been positioned.
Secondly, because of an inability to effectively control the
atmosphere of the kiln, the color of the clay is the desired orange
only in places; although, this is possibly
not a disadvantage in the
total appearance of the lamps. Thirdly, the lamps are, in terms of
human accidents or acts of nature, somewhat unstable. This could
probably be remedied in part by careful consideration of their founda
tions and their placement in the garden.
It is felt that when the lamps are installed in the settings for
which they were intended, their
aforementioned shortcomings will not
be apparent to the viewer. The overall design and appropriateness of
these sculptures will be judged according to personal tastes.
In conclusion, I feel that it is relavent that I present my personal
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feelings on the subject. As was stated before, one of the major
objectives of this project was to design the sculptures in such a
manner that they would harmonize with a garden setting. I feel that
this requirement has been met successfully, through the scale, color
ing, and the total form of the sculptures. Probably the single most
important objective was to use light as a sculptural element. Light
has indeed become an integral sculptural element, not only through
its more normal use of revealing texture and shape, but through its
actual formation of positive shapes, which integrate with the whole
sculpture. Thus one readily sees that the possibilities for making
internally lighted ceramic garden sculptures have obviously not been
exhausted. The field of garden lighting would seem to be in need of
artist craftsmen who are interested in exploring the various ways in
which clay and artificial light can be combined.
39 -
Bibliography
Engel, David. Japanese Gardens for Today. Charles E. Tuttle
Company, Rutland, Vermont & Tokyo, Japan: 1959.
Garden Art & Decoration. Edited by Sunset Books and Sunset Mag
azine, Lane Book Company, Menlo Park, California: 1962.
Gladstone, Bernard. The Complete Book of Garden & Outdoor -
Lighting. Hearthside Press, Inc., New York: 1956.
Harada, Jiro. The Gardens of Japan . Edited by Geoffry Holme,
The Studio Ltd., 44 Leichester Square, London, W.C. 2: 1928.
Kenny, John B. Ceramic Sculpture. Greenburg Publisher, New York:
1953.
Rhodes, Daniel. Clay and Glazes for the Potter. Chilton Publish
ing Company, Philadelphia: 1957.
Rose, James C. Creative Gardens. Reinhold Publishing Corp., New
York: 1958.
Schuler, Stanley. Outdoor Lighting for Your Home. D. van Nostrand
Company, Inc., Princeton, New Jersey: 1962.
Survey by Union Fork and Hoe Company, in "Residential Lighting
Letter,"
No. 86, by Westinghouse Lamp Division, Westinghouse
Electric Corporation, Bloomfield, New Jersey, March, 1965.




The following are but a few of the better examples of ceramic
garden lanterns commercially available today, supplied by Architect

























































































^W^TWWWSrtW &ffcf? p ,fWcniRtfitt\iittiT?
^vMmz&mmvsi
QC
, """''"^a^av ,̂ R
